JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org. Aspects of the Schillinger System have been so pervasive that they constitute a hidden, yet largely unacknowledged, undercurrent in American popular music from the 1930s. Even the celebrated and distinguished school of jazz, the Berklee College of Music, was first established as the Schillinger House of Music by its founder, Lawrence Berk, himself a keen student-disciple of Schillinger.5 Berk's own notebooks provide some interesting insights into the evolution of the Berklee curriculum and point to parallels between Berk and Schillinger.6 Accordingly, while Schillinger took an unorthodox mathematical approach to the organization of musical elements, Berk internalized these and took an unorthodox approach to music education by systematically organizing the rudiments of jazz and other forms of modern music. Clearly then, Schillinger's influence on Berk may represent an important contribution to American contemporary music. Unfortunately, Schillinger's music and theories suffered a bizarre and almost total eclipse after his death and remain today an insignificant footnote in American music history.
Brodsky depicting early versions of his written works and lecture notes were methodologically arranged and preserved in their original form by his wife, Frances. Together these provide important evidence about the developing world of music science and resonate with anecdotes, references, and queries on topics including "Music and Evolution," "The Varieties of Musical Experience," "The Effects of Music," "The Nature of Musical Talent and Genius," "The Popularization of Electronic Instruments," "Sociological Implications of the Burgeoning Broadcasting Industry," and "The Prophecy of an Interdisciplinary Focus on Science and Music."
Aspects of the Schillinger System have been so pervasive that they constitute a hidden, yet largely unacknowledged, undercurrent in American popular music from the 1930s. Even the celebrated and distinguished school of jazz, the Berklee College of Music, was first established as the Schillinger House of Music by its founder, Lawrence Berk, himself a keen student-disciple of Schillinger.5 Berk's own notebooks provide some interesting insights into the evolution of the Berklee curriculum and point to parallels between Berk and Schillinger.6 Accordingly, while Schillinger took an unorthodox mathematical approach to the organization of musical elements, Berk internalized these and took an unorthodox approach to music education by systematically organizing the rudiments of jazz and other forms of modern music. Clearly then, Schillinger's influence on Berk may represent an important contribution to American contemporary music. Unfortunately, Schillinger's music and theories suffered a bizarre and almost total eclipse after his death and remain today an insignificant footnote in American music history.
It should be noted that most of what is known about Schillinger surfaces from vignettes or anecdotes, and these should be treated somewhat as hearsay and folk-legend. For example, reports that Gershwin studied with Schillinger on a regular basis for four-and-a-half solid years cannot be verified; perhaps these studies were more irregular than previously accounted for by Schillinger and his disciples. In addition, Einstein's endorsement of the mathematical conceptions employed by Schillinger in his comprehensive system may simply have been a creative legend that could be characterized in Hollywood language as a "buildup."7 While many magazine articles and news columns account for some biographical background and conceptual underpinnings of the system, there is little documented journal literature of a serious nature, and only a few musicologists have undertaken investigative theses or dissertations.8 One must, then, question the validity of this collective material especially as the motive of many writers was either to promote or debunk Schillinger and his theories. In doing so, it seems that some authors may have slightly molded the term of two years. While at the academy Schillinger served as conductor of the United Students' Symphonic Orchestra and Ukraine Symphony. In addition he consulted for the USSR Board of Education and lectured in music composition at the State Institute of Musical Education.
Between 1922 Foremost, Schillinger and his "brotherhood" used an unconventional terminology to depict musical concepts. In addition, he replaced standard musical notation with graph notation whereby the horizontal line, or the abscissa, indicated relative duration and the vertical line, or the ordinate, showed the number of semitones. While he may have thought that these were signs of higher scientific intellectualism, they did in fact cause many great misconceptions. For example, his short-hand term I = S3p (El) was used to indicate a given harmonic aggregate (the Greek letter sigma Z) constructed of a structure (S) in three parts (p) in the first expansion (E), or what is more commonly known as a major triad. Perhaps as a result, Schillinger's system was seen as one that replaced intuition and inspiration with formulae and intellectual processes. His obsessive focus on the mathematical nature of the system contributed, and even perpetuated, the widespread belief that anything artistic that has contact with mathematics would become mechanical and contrived. 26 Moreover, Schillinger's flamboyant tactics to prove the value of his system seemed to have backfired and in retrospect could be considered characteristically self-defeating behavior.27 A particular example was his frequent public ridicule of the academic establishment: at his lectures in learned musicological societies he declared several wellknown composers including Wagner and Beethoven as unmusical (mostly because they composed through trial and error as evidenced by their many sketches).28 He criticized Rimsky-Korsakov for his helpless attempts at modulations in modes (with the exception of the Dorian and Mixolydian), and guffawed at Chopin and Schumann, who had chaotic styles of piano writing (demonstrating that their compositions basically emerged from piano improvisations). Schillinger even found Bach deficient in utilizing his resources, whereby he never really reached his potential (demonstrating Bach's poor usage of inversions resulting in dogmatic and intuitive compositions rather than becoming true music based on mathematical theories of geometry).29 In addition, Schillinger repeatedly reported in the press that even his most coveted students-George Gershwin and Glenn Miller-came to him "out of desperation," and composed their best pieces (Porgy and Bess and "Moonlight Serenade") as homework exercises.30 Finally, Schillinger made fatal statements about several great concert soloists who were popular in the late 1920s and early 1930s, highlighting the fact that while society might glorify them as heroes, a natural-sciences viewpoint would rather classify them as parasites. 31 Schillinger voiced a low and abusive opinion of conventional symphony orchestra instruments and was repeatedly quoted on the subject in many newspaper and magazine articles. He perceived and depicted symphonic instruments as sound-producing tools (made from wooden boxes and bars, wooden pipes, dried sheep's gut, horse hairs, and the like), which are in fact inadequate music devices, having evolved on unscientific trial-and-error methods throughout the years.32 He underlined the necessity of developing new instruments and proposed that the future of music was to be found with electronic instruments; these would most certainly replace the antiquated orchestra in the near future. To this end, he outlined the history (evolution) of musical instruments.33 He demonstrated futuristic instruments such as the Hammond Organ (of which he was one of the original owners) to a wide audience of composers and arrangers. The electric organ was seen as an example of an instrument that could produce the sonorities of all other instruments of the orchestra "at the touch of a button." In a cooperative effort, Theremin and Schillinger developed for Henry Cowell the Rhythmicon, the first ever rhythmbox drum-machine, which was reported to produce rhythmic figures and compound meters unimaginable to even the most highly trained ear. The demonstrations of electricity's contribution to the future of music,34 which often involved early phonographic recording techniques, perpetuated the mysterious and magical atmosphere associated with Theremin and Schillinger. Schillinger's thirteen-room lab-oratory / workshop / studio was equipped for the investigation of sound and music, to ascertain facts about music, and to test musical procedures.35 It was fitted with a battery of equipment including the usual musical instruments, as well as a Hammond electric organ, a sound recording system by MP Concert Installations, a Rhythmicon, an oscillograph, and other acoustical and optical equipment.
Schillinger publicly discredited absolute pitch as a "gift" and further declared that practice regimens do not lead to enhancement of musicality.36 He denounced the music education of his day as employing unscientific methodologies and called on pedagogues to purify music education from all its "casual parasitical forms," such as the use of musical vocabulary, which contributed to its isolation from other fields of study.37 Schillinger chastised young prodigious talents by referring to such individuals as "musical corpses."38 He felt that when music educators would teach facts instead of myths, society would turn its admiration for the gift of musicianship toward an entirely different course. For example, while it was commonly viewed that a great composer requires 60 percent talent, 30 percent feeling/inspiration, and 10 percent knowledge, in reality they only employ 20 percent talent and 10 percent feeling/ inspiration, but 70 percent knowledge. Nonetheless, Schillinger's guidelines to create composers were a bit different; his training was to equip them with 100 percent knowledge and intelligence.39 To exemplify this concept, Schillinger conducted a campaign conveying the message that any individual acquiring the knowledge of music, even someone lacking the ability to play an instrument, could become a capable composer-all that was needed was a high-school-level education, reasonable intelligence, high motivation, and three-and-a-half years tuition to master the system.40 This conception and public campaign did much to alienate Schillinger from academic circles that advocated an approach to compositional training based more on music ability and skills.
However, the most notorious of Schillinger's antics was when he purposefully duped music academics into identifying pieces of music as if belonging to the well-known music repertoire, whereby he would then unveil himself as the composer, having written the music only an hour or so ago (using guidelines found in his systematic approach to composition, employing sources such as the morning's stock market, or the graphic representations of the New York City skyline).41 While Schillinger looked upon these sensational stunts as harmless parlor games, which clearly delighted some participants in the audience,42 they also distracted considerably from the more serious aspects of his work and system. Further, these mischievous tricks caused anguish and embarrassment among the professorial ranks who were suckered and victimized in front of their own peers and students.43 As a result, many different (and indifferent) individuals contemplated the music of Schillinger and his newly found flock. Schillinger was often criticized because he did not choose to disseminate his system through the academic channels and lifestyle (of which he was very much a part of in Russia), but rather through the more lucrative outlet of Tin Pan Alley and Hollywood.44 Certainly, the majority of his student-customers were craftsmen, tunesmiths, and arrangers mainly interested in acquiring techniques to facilitate grinding out the commercial cliches in which they specialized. These affiliations, with their associated mercantile motivations for seeking instruction with Schillinger, boomeranged by further blackening the names of both Schillinger and his more serious disciples. That is, while most of the renowned arrangers and composers of Hollywood and American radio broadcasting (in the 1930s) were distinguished students and proponents of Schillinger, their testimonials did not advance the acceptance of the Schillinger System among academic music theorists. Nor was it beneficial to Schillinger when his proteges confessed to having written their most famous pieces with melodies taken from incidental sources such as plotted graph paper, lists of telephone numbers, financial charts, vital statistics, or "compose-a-tune" games.45
By 1940 Schillinger was perceived as a dilettante for his nonstandard notation and pseudoscientific approach, as well as an iconoclast who spent his time desecrating the sacred traditions of music, musicians, and musical practice.46 In part, the establishment retaliated by pointing to the fact that during his own lifetime none of his compositions had ever been published. By the time they ultimately appeared in print, the value and importance of his works were largely dismissed altogether, except by a few important friends such as Henry Cowell, Charles Seeger and Nicolas Slonimsky.
Convergence
While not a prophet in the biblical sense of the word, Schillinger clearly engaged a prophetic-like vision regarding the coming of new media and the engagement of higher technologies by art. Schillinger's visions and scientific achievements are well beyond the scope of any one article. Therefore, a wide picture has been painted to illustrate the extensive scope of his energies.
Schillinger was the first (and perhaps the only) scientist to delineate the art forms according to human sensory abilities. Through an unusual combination of the five senses, he proposed and outlined futuristic cross-modality and multisensory configurations of art. This permutational approach to the arts (forty years before the computer era) defined eighteen different art forms involving sound, mass, odor, flavor, light, pigment, and surface in relation to general components of time and space.47 He spoke of synthetic and multisensory associations, as well as about the fusion of sensations, which he referred to as "colored hearing," "sound seeing," and "kinesthetic temperature/ texture reactions" of tone quality. Schillinger also raised the question of transformation and coexistence of optical forms based on musical patterns. Further, he envisioned and patented several instruments (devices we would today call synthesizers) referred to as "Musmatons." He outlined two major types: "Graphomatons," or instruments for producing linear designs; and "Luminatons," or instruments for producing designs by projected light. In addition, Schillinger patented an instrument called the "Solidrama"-a device that allowed artists to represent motion and transformation of solids by using magnetic drives and screens.48 With this apparatus, movement could be synchronized with light and sound. Finally, Schillinger envisioned and wrote a much detailed description of a new type of kinetic art that would appeal to all of the five human senses at one time. In this "Scientific Vaudeville" there would be several types of human actors, including those engaging in pantomime, drama, dance, acrobatics, song, and declamation.49 He described the actual performances as involving stage settings of different types, including static, kinetic, shadow-play, and cinematic settings. Accordingly, different kinds of lighting, and optical variations of appearances of scenery and the actors, would result in increased attention of the audience because of the excitement of two or more senses with the constant predominance of one. The continual modification of one material into another, appealing to several senses simultaneously, would heighten the psychological reaction of the audience.
The problem of artistically coordinating soundtrack with the film track was solved by Schillinger's concept of background music to fit the time, mood, and excitement of motion pictures. Further, he devised a catalogue that systematically approached the musical elements and their combinations in order to prime and facilitate the viewer's perceived feelings of motion while seated in a movie theater.s0 Moreover, he developed a practical device for correlating music with emotion, which he referred to as the "Psychological Dial."51 The dial was used as a didactic aid in his private teaching studio to present to his students a set of general laws governing the relationship of sound and emotional reactions in an attempt to encompass the entire range of human emotional responses to musical stimuli. Schillinger saw film and music as processes of "form and structural organization." He analyzed the rhythm of events (plot), the rhythm of actions (actors' motions), the spatial and temporal rhythm of forms and dimensions (scenes), the spatial and temporal rhythm of the overall color sequenc-es, and the rhythm of the overall accompanying musical sequences. He also looked at interactions of these components, that is, the coordination of the plot with the visual forms and color, the coordination of the plot with the auditory forms, and the coordination of the visual and auditory forms.52
Schillinger was attentive to issues of music theory, albeit referring to these as "musico-scientific problems." He developed graphic methods of musical notation, and a system of music composition based on rhythm rather than harmony.53 He was concerned with the problem of interpretation, especially changes in tempi, which in his view should not be left to the discretion of the performing musician. In his own music he wrote out in exact notation the values of the notes of a retard or acceleration which then bore complicated metric signatures. He catalogued the number of chords that could be constructed out of major and minor thirds and found that there were thirty-six combinations as opposed to the popular four that had been traditionally used in music prior to the 1920s. 54 Leon Theremin, the great Russian inventor and physicist, collaborated with Schillinger in research on musical acoustics and design. In 1932 they constructed working versions of an electronic organ with microtuning, volume control of differential tones, and a specially designed keyboard for the performance of Double Equal Temperament.56 Further, they built the first electronic synthesizer (manufactured by RCA). Schillinger and Theremin also constructed the Rhythmicon, which created rhythmic patterns in the acoustical scale of intonation; the device was commissioned by Henry Cowell and paid for by Charles Ives.57 Accordingly, these patterns were produced by the interference of one to sixteen generators, resulting in approximately 65,535 polyrhythmic possibilities.5s Schillinger calculated that it would take 10,922.5 hours to play all the combinations of the Rhythmicon if an average ten seconds was required to play each combination. It would thus take 455 days, 2 hours, and 30 minutes to play all the rhythmic patterns that were readily available through this technological breakthrough.
Schillinger had strong beliefs about the future of music composition training. He expected that composers of the future would be confronted with the task of studying sound from a physical angle, without which the study of composition would be impossible. Therefore, the education of composers would not be complete without the study of physics of sound in relation to music composition and electronic musical instruments.59 Schillinger proposed that a new rational music education would prove more effective than the acquisition of one type of routine (his view of instrumental practice). Consequently, music education should include technical training, a thorough knowledge of sound material, and a complete understanding of general methods involved in musical procedures.60
In 1940 Schillinger predicted that those who would be responsible for the music of radio and television would be neither composers nor performers, but a new breed of music engineer operating the machines that compose and perform music. He predicted that television would undoubtedly stimulate further the fusion of existing art forms. He also felt that as electronically produced sound was far superior to that of conventional instruments, someday an all-electric "symphony" orchestra would make present-day orchestras obsolete. He posited that music in the machine age would become a medium of "music for wholesale entertainment in the promotion of sales. Among other achievements credited to Schillinger is a new system of projective geometry, making all curves expressible in circular areas.65 As he was interested in fashion, he turned these geometric projections into layouts and designs resembling figures obtained with the 1960s Spirograph game. Referring to these as "Rhythmic Designs" Schillinger used the patterns for a host of products including wallpaper, letter stationery, book covers, textiles, fabrics, linoleum, rugs and carpets, lamps, assorted household items, and furniture.66 He collaborated on compositions in pure and industrial design with Winogradow and Pregram at the Architecture League of New York, and even had his personal grand piano (manufactured by Steinway) built on his own design as a geometric oblong figure.
Schillinger jotted down a multitude of subjects in his notebooks. These pages are written in a hypothetico-deductive approach whereby first an argument with minimal citations is presented, and then typically summarized into one all-encompassing statement. Such synopses could easily be quoted in an upcoming lecture, or presented to students learning from a distance via written correspondence. In addition, such quotations were also readily available for press interviews. For example, An esthetic reality may be either a natural product, a product of human creative intuition, or a product of scientific synthesis, realized through computation by mathematical logic. In actuality, all three aspects coexist in perceptual interaction.
Among the subjects found in the notebooks were "The Physical Basis of Beauty," "Neurological Correlates of Sensation," "Geometrical Projections of Psychological Categories," and "Notation of Temporal Stimuli."
Schillinger suggested that phasic differences, causing instability in wave motion, are the actual factors controlling esthetic varieties.67 That is, the sensation and perception of stimuli (visual and auditory) lead to unstable, synchronized, or overactive biological rhythms and can be represented as either subbiological, biological, or suprabiological processes. Hence, the phasic qualities are understimulation, normal stimulation, and overstimulation; the psychological entities are either subnormal, normal, and supernormal. As the sense organs react to frequencies and intensities, esthetic objects are capable of directly stimulating the senses by the number of frequencies and proportions present in the artistic media (and are not just associative psychological forms and images, which was the belief of music estheticians in Schillinger's day). Therefore, esthetic pleasure correlates directly to frequencies of stimuli (albeit visual and auditory modes differ in their casual affects). Conditioned reflexes associated with pleasure and delight grow through repeated experiences. Beauty in a composition, then, would result from the harmonic relations of harmonically developed components (spatial and temporal components). For example, the low frequency of "reds" affects people as understimulation; the middle frequency of "yellows," "greens," and "blues" cause normal stimulation; and the "violets" result in overstimulation. Schillinger observed these phenomenon in the reactions of the emulsion in color films of photographic settings of a sunset (overabundance of reds), a midday (balanced spectrum), and a forenoon (ultraviolet predominance). As far as Schillinger was concerned, these photochemical reactions provided hard evidence of this theory.
Turning to auditory stimuli, Schillinger pointed out that the reaction to sound has much to do with its quality, and that largely depends upon form and frequency.68 For example, when the frequency is too low (below five cycles per second) the impression is of insufficiency and retarded life speed; when the pulse is normal (five to six cycles per second) the impression is of healthy existence and well-being; and when the pulse is above the normal (above six cycles per second) the impression is of accelerated, precipitated, and tense existence. Low pitches (or low frequencies) produce quiescent, nocturnal, subbiological understimulating effects. The middle range, particularly that corresponding to the human voice (approximately 64-1200 hz), embraces the psychological range of normal stimulation. The high frequencies produce overstimulation, particularly when abundant with beats. Subsequently, Schillinger envisioned an overall organizing power of music. That is, a sound could either signal and induce reactions of fear and evil or attract the favorable and good. Schillinger foresaw in this possibility a medicinal application of music as a healing device in that individuals might someday be treated by soundwaves (believing there to be a quantitative difference between lowand high-frequency soundwaves).69 Moreover, he felt that the meaning of music is related to psychophysiological correspondences.70 Regularity means stability, simplicity means relaxation, and thus the simple organism at rest is comparable to simple harmonic motion. The loss of stability is caused by powerful excitors affecting the very existence of the organism. The awareness of instability comes through variation in blood circulation, sensed through heartbeat and in blood pressure, resulting in respiratory movements. The whole organism is a variation of stability, fluctuating between certain extremes of restfulness and restlessness. Schillinger claimed that the constitution of music is equivalent to that of an organism. That is, it is a variation of the stability in frequency and intensity. He was convinced that the controversies ascribing to semantic connotation (descriptive or symbolic) would vanish once the real meaning of music has been unveiled. Accordingly, the meaning of music evolves in terms of physico-physiological correspondences, which are quantitative, and the quantities seem to express form. Formation of patterns is due to configuration and periodicity. Configuration may be simple or complicated (in a mathematical sense), and the periodicity defines the recurrence, which may also be of different degrees of complexity. It is interesting to see how Schillinger connected these theories depicting the process of human emotions to certain psychophysiological tensions that are produced by musical dissonance.7 In addition, Schillinger came to the precept of training effects that occur as a result of repeated exposure among students from music departments, who would exhibit characteristically different reactions to music compared to students from nonmusic departments.
Schillinger was a proponent of key concepts regarding the interchange between art and cortical activity. He declared there to be a relationship between the perception and creation of new esthetic patterns with biochemical configurations in brain functioning. Accordingly, our biogenerator asserts certain tendencies, which in turn produce certain configurations and certain colors or sounds. Schillinger predicted that in the near future we would learn that creative experiences are merely geometrical projections of the electrochemical patterns of thought on various materials having sensory effects on us. He felt that while learning to play an instrument an individual acquires ability and coordination of his muscles and respiratory techniques; and by writing and analyzing music, or by studying music theory, an individual acquires similar agility and coordination of the mind.72
Two subjects that Schillinger was adamant about were "perfect pitch" and music notation. Concerning the first, he tackled the concept and stated that such perceptive qualities have nothing to do with musicality. He often wrote and stated that absolute pitch has no chance whatsoever to withstand comparison to other absolutes such as absolute zero temperature or the absolute melting /boiling point of certain substances and materials. Accordingly, to Schillinger absolute A = 440 is nothing more than a standard set by various national and international conferences. In his opinion, the fact that a certain wave frequency is called A is not therefore a natural phenomenon, but simply a mutual agreement by a group of experts valid in certain localities and in certain periods of time.
Regarding the second issue, Schillinger perceived there to be serious shortcomings in standard music notation. He observed that notated music does not portray the temporal mode of music. Owing to its nature, the notational record is not a musical work in itself but is merely a static schematic or "snapshot" thereof, and hence it cannot transmit the most essential property of music, which is motion. Schillinger believed that when making use of note writing, a composer cannot project precisely the process that goes on in his consciousness. While still in Russia, he conceded principal preference to paper rolls, especially if they were prepared by the composer himself.73 In contradiction to the notational system, rolls give expression to a process that is geometrically precise and adequate to temporal relations. When set in motion the rolls represented exactly (as far as the mechanisms of the instrument permits) the musical work, transferring it by means of a moving special projection, from the category of consciousness into the category of being. Even after his arrival in America, Schillinger still viewed standard music notation as inadequate and inept. In his opinion, music notated on staves simply could not convey aurally conceived impressions, and thus he turned to other graphic representations throughout his lifetime.
As far as Schillinger was concerned, there were still many "unanswered questions" to be investigated (which he unfortunately never accomplished because of his premature death). His listing of such 
Resolution
While this is not an attempt to evangelize Schillinger, it is perhaps reasonable to propose the following conclusion and in doing so lay the foundation for a resolution to the questionable impact of Schillinger's career. As a composer Joseph Schillinger was certainly one of the rising stars in the young Soviet Union. His piano and orchestra works appeared regularly in Soviet concert programs. He was one of the many remarkable Russians who left the Soviet Union when it became apparent that the spirit of free artistic expression of the early 1920s was being replaced by repression, as Stalin's paranoid cultural policies began to take hold.79 Once in America, Schillinger gained access to New York's academic and musical circles and began a career involving private and public teaching and lecturing. He quickly became a magnet for professional arrangers, composers, and bandleaders-especially those working in jazz orchestras, radio, and motion pictures. Nevertheless, his interest in the speculative side of musical knowledge was far too great, and his energies were directed toward musico-scientific problems, theories, and inventions. These were then rechanneled back into his curriculum and used to broaden the cultural and musical outlook of his students. This is what all the talk was aboutso much so that Schillinger became a legend in his own time (at least for some). Especially after several disciples achieved great success, which involved much public fame and fortune, the legendary Schillinger quickly rose to mythical status. Schillinger eventually believed in his "calling" as a music scientist. He is quoted by his wife as having said, "My theories are more important than my music, for no matter how good my music may or may not be, I am one of many composers. But my theories are original and unique."80 He believed that he made discoveries that humankind had been seeking for hundreds of years. He stated, "My theories, particularly my Theory of Rhythm, have significance for scientists in other fields. When they become familiar with my discoveries, they will find the answers to problems they have been working on for many years."81 Schillinger seems to have been overrambunctious and even obsessed with his own preoccupations, and this may have led much of the traditional academic music establishment to feel that he overvalued his own theories. As a result they rejected him as a master composer and music theorist.
Yet, while Schillinger was not the best ambassador of his own findings, his perceptions were very advanced and impressively prophetic. The establishment-minded music society may simply not have been ready for him. Perhaps more than any other prominent musical figure between 1930 and 1940, Schillinger was able to cross disciplines and make intellectual connections that had never before been conceptualized. It may have seemed to some people that Schillinger was not developing a music science, but a futuristic musicological science-fiction, and this may have caused some to react with fear and eventual rejection to such new, unfathomable, and mysterious schemes. But Schill-inger's creative imagination knew no limits and far surpassed what was comprehensible in his day; he pointed to new directions, trends, theories, and discoveries. Joseph Schillinger attempted to create a new world-and to him, his world was the world of tomorrow.
Postscript
Frances Schillinger-Shaw died in 1998. Prior to her death she expended much of her time dispersing her and Joseph's personal effects (including several valuable museum-quality collections of paintings, jewelry, and furniture), as well as Joseph's music (including scores, texts, rare phonograph recordings, and musical instruments). Frances both donated and sold the collections and works to museums and university libraries in the hope that they would perpetuate Schillinger's memory and system.82
In 1998 Frederick Siegmund of New York City, the executor of the estate, implemented the instructions outlined in Frances's will to endow a sum of money to an academic institution of higher learning. The endowment came to Ben-Gurion University of the Negev in Israel and was used to fund a two-year postdoctoral fellowship (of which the current author was the recipient). The Schillinger Fellow was mandated to complete three tasks. The first task was to impart information about Joseph Schillinger to academic, professional, and public figures. This was achieved through an international symposium celebrating the life and works of Joseph Schillinger. The second task was to implement an empirical research study on a subject related to Schillinger's legacy-taken from his unpublished notebooks describing his fascinations, imaginations, and prophetic visions-and to report such findings and implications in the professional literature as an acknowledgment of Schillinger's contribution to music science.83 To achieve both of these goals, several of Schillinger's own collections that are housed in archives and depositories in America were examined. The search for relevant material led to the discovery of Joseph Schillinger's personal notebooks, which had been saved, wrapped, and buried in white tissue paper by his wife Frances. These are found at the Arthur Friedheim Library in the Peabody Institute at the Johns Hopkins University in Baltimore. The third task was to lay the foundation for the further establishment of a music-science laboratory to study the effects of music on general human behavior, and the human development of specific musical skills. This research laboratory, especially devoted to an empirical approach, was part of Schillinger 
